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plywood elements, or 'Fluxus Modules', as their creators, modulorbeat, describe them (Furulo 2012) .
But, as articles in this issue prove, the modular model that Cook (2008) devised as a means of thinking about a contemporary exhibition space can also be considered a feature of writing, or, as this article will suggest, building on the visual arts analogy, curating literature. A similar attitude towards organizing content can be observed in curatorial and contemporary experimental literary practices. In a development echoing the divergence from an illustrative, single authored narrative of an exhibition that O'Neill (2005) points to, in poetry a propensity to move away from familiar forms of authorship can also be observed. Literary strategies engaging in radical experimentation with form are in the foreground of contemporary poetry. But the tendencies and attitudes that dominate the twenty-first century experimental poetry landscape are such that parallels can be drawn between practices of curating in the context of contemporary exhibition and creative writing. In its literary manifestations, modular form emerges when the familiar approach to writing a continuous text is abandoned in favour of writing in units, structural modules used as means of organizing text, modules that, in the process of writing, are arranged or, as I suggest, curated to create literature. While thinking about writing as curating can offer a framework for theorizing a modular literary form broadly conceived, this article will focus on one possible way of approaching modularity, on what I will refer to here as an iterative modular form; i.e. works in which discrete units of text are composed by means of appropriation, repeating and repurposing fragments of other texts, collated and organized in and as modules, to form poetry. What I am interested in is the dynamics of the authorial practice that governs such iterative modular writing process, where 4 authoring texts is a result of conflated possibilities of creative exploration and information management. Such thinking about creative writing emerges at the backdrop of a very specific cultural condition. In an attempt at contextualizing the creative attitudes discussed here, the first half of the article develops an extensive theoretical framework in which to ground the contemporary iterative modular form as a curatorial practice, followed by a discussion of Rob Fitterman's Holocaust Museum (2011) as an illustrative example.
Iterative thinking
Acts of moving, collating and managing information adopted as a creative writing technique, this appropriation poetics, exemplify a wider tendency in writing today and are a manifestation of sensibilities so characteristic of what has been described as conceptual here relies, to paraphrase Fitterman (n.d.: 6) , not on invention but on the inventory. But such an approach to writing stands in opposition to familiar assumptions of creative individualism. The Romantic notion of the author still so dominant in discourses on authorship today, in a creative ecology of radical appropriation and conceptual strategies, proves an antagonism. This article is an attempt at forging an alternative creative paradigm for authoring iterative modular form. It puts forward a concept of writing developed from the exhibition practices briefly introduced above. Authorship conceptualized as a manifestation of a curatorial project is presented here as one potential approach towards devising a new set of categories for thinking about the emergent writing paradigms that familiar notions of authorship, creativity and originality fail to describe and respond to adequately.
Fitterman's description of the contemporary creative impulse located in a move away from the paradigms of creation of content in favour of its organization is key to understanding the aesthetics of iterative modular form as a curatorial project that also manifests its specific cultural moment. This approach to writing that is inherently uncreative, reliant on copying and moving content, self-consciously evokes what Nicolas Bourriaud (2002) describes as the contemporary postproduction condition. Affinities can be drawn between Fitterman's thinking and Bouriaud's aesthetic project. For Bourriaud, postproduction epitomizes the contemporary, defined by the environment of excess and manifested through excessive information production in the current digital media ecology -a trigger for iterative writing practices. A precondition of contemporary cultural production resides in the dynamics of 'copy-paste' that immediately assumes selfconscious acts of appropriation, copying and repetition as a dominant creative mode that 6 readily translate into contemporary attitudes to writing in a broader cultural context, also outside of the confines of the web. 'It is no longer a matter of elaborating a form on the basis of raw material', Bourriaud (2002: 7) writes, 'but working with objects that are already in circulation on the cultural market […] objects already informed by other objects', objects approached as an inventory, to be acquired, collected and archived. This is a creative framework of 're'-gestures, as Kenneth Goldsmith (2010: xix) put itretweeting, reblogging, where searching for materials, organizing and managing information in itself turns into a creative act, subverting the familiar creative paradigms.
As Vilém Flusser (2011: 7) put it, 'a changing technology changes conscience'. Within the framework, the boundaries between producer and consumer of content are blurred, as is the distinction between creation and copy, readymade and original work. The aesthetic question for the contemporary conceptual writing is, to borrow from Bourriaud (2002: 17) , no longer 'what we can make that is new', but, instead, 'how can we make do with what we have'.
Evoking this dynamic, Goldsmith (2011) , for example, calls himself a collector of language, assembling personal conversations, news, and fragments of information. As Goldsmith (2011) put it, '[w]hat we are experiencing is an inversion of consumption, one in which we've come to engage in a more profound way with acts of acquisition over that which we are acquiring […] our primary impulse, then, has moved from creators to collectors and archivists', or, to repeat after Fitterman again, from invention to the inventory. Every act of collecting, be it of objects or information, immediately inheres acts of collecting, organizing, managing and archiving. The collector inevitably acts as a curator of content accumulated. To think about creative writing within such a context 7 requires a rejection of the traditional notion of the author as an inspired, Romantic genius creating in vacuum to instead focus on the mode of selecting and organizing -or collating and subsequently curating source material to produce new work. The act of collating here emerges as a creative act, one that, to borrow from Derrida (1995: 17) , 'produces as much as it records'.
The curatorial thinking
Writing in 2009 Boris Groys suggested that contemporary art can be understood primarily as an exhibition practice and that 'it is becoming increasingly difficult today to differentiate between […] the artist and the curator' (Groys 2009 ). Echoes of Bourriaud's postproduction thinking reverberate in Groy's allusion to what has been described as a curatorial turn, and a related rise of curator as creator and meta-artist. Groys (2009) argues that today, 'there is no longer any "ontological" difference between making art and displaying art. In the context of contemporary art, to make is to show things as art'.
As a result of changing relations between creating, experiencing and organizing content, it is the act of collating, or producing by means of recording and organizing, that assumes creative qualities. While the practice of curating still resides in an ability to move, manage and arrange objects, as well as information about them, or, in the digital context, data or information itself, curatorship today should be thought of, in Paul O'Neill's Today, the writer as a curator assumes the role of the curator as the critical, creative producer of meaning and discourse, the curator after the curatorial turn.
As Maria Lind (2010) suggests, the change in attitudes to curating means that any attempt at engaging with the present, at writing or exhibiting today, instead of representing, involves presenting, performing, 'something in the here and now instead of merely mapping it from there and then' (Lind 2010: 65) . Lind describes such activity as a manifestation of 'the curatorial' as distinguished from an act of curating. For Lind, the curatorial is a more inventive and more critical alternative. The distinction that Lind makes stems from an association of curating with a practice of putting together an exhibition, while 'the curatorial' implies a methodology. The curatorial, unlike the practice of curating, is not bound to the context of a specific exhibition space. Instead, as
Lind (2011) Bismarck et al. (2012: 12) , 'the curatorial opens perspectives onto cultural practices that insist on […] changing subject and object relations, and dynamic hierarchies'. Within such a framework, the traditional tasks of artists, curators or writers start to shift, 'from one actor to another, from artist to curator to critic, and from an educational setting to an exhibiting or publishing institutions' (Von Bismarck et al. 2012: 12) , from a writer to writer-curator engaging in curatorial thinking. But this attitude finds its diverse manifestation not just in the arts and scholarly environments but also in widespread popular culture. Ten years ago DJ-ing manifested the now; today everyone is a curator. It is possible to curate a pop-up shop, or a selection of organic food at Whole 
Rob Fitterman's iterative modular form
This attitude is also explicitly manifested in Fitterman's creative practice and pervasive in a number of his poetic, conceptual works. While curatorship can be seen as a model of authorship applicable to literary conceptualism in a variety of its manifestations, including instances of modular texts, the approach, I suggest, is evoked particularly explicitly and self-consciously in Fittermans's Holocaust Museum (2011 changed', 'change is informative' (Flusser 2000: 65 This space and time peculiar to the image is none other than the world of magic, a world in which everything is repeated and in which everything participates in a significant context. Such a world is structurally different from that of the linear history in which nothing is repeated and in which everything has causes and will have consequences. (Flusser 2000: 9;  cf.
Fitterman 2011a)
The world of history here is the space of the event, that which can never be repeated, as opposed to its representation, the photograph. Rather, I suggest, it should be ascribed to a characteristic conceptual attitude to writing by means of appropriation that becomes a trigger for the modular form to emerge. To 20 evoke an inherently conceptual paradigm, here an attitude becomes form, 4 it enforces a particular model of writing as curating to produce a text that, in turn, can be rearranged, moved, composed in the curatorial process. For Fitterman, appropriation and erasure become writing tools, in Flusser's terms, tools that 'change the form of […] objects' (Flusser 2000: 23) , here transforming the photograph into its trace, a supplement into an essence, a space of a photograph into a space of writing, authorship into curatorship.
They can be seen to serve as a means of imprinting 'a new intentional form into them.
They "inform" them' (Flusser 2000: 23; Fitterman 2011b: 161) . Holocaust Museum As Schlegel (1971: F206) described it, 'a fragment, like a miniature work of art, has to be entirely isolated from the surrounding world and be complete in itself like a hedgehog'. While not limited in respect of length, style or structure, a Romantic fragment always exists in isolation; it must be independent and autonomous. Writing in 21 fragments is a form without form, 'the romantic genre par excellence' (Lacoue-Labarthe and Nancy 1988: 40) that is not a genre at all, a 'form that, being all forms -that is, at the limit, being none at all -does not realise the whole, but signifies it by suspending it, even breaking it' (Blanchot 1993: 353 Osborne (2013: 59) sees it, is an 'anti-system'; it assumes a 'purely negative relation to the absent whole'. A fragment implies disparity, assumes lack of cohesion and completeness, the absence always marked by the presence of the whole that once was.
Fragments are characteristically disjointed, independent and chaotic. A fragmentary text is stylistically ambiguous and mutable, whereas a modular text is marked by a stylistic cohesion. A fragment deconstructs, while a module constructs a work. Module, then, is the opposite of the fragment; it is that which does not break the consistency and unity of the whole but rather, by means of organization and arrangement, creates a new totality: a 22 new totality of an exhibition or a literary work. A fragment is a complete work in its own right and an element of a whole after it is deconstructed; modules, on the other hand, are self-contained elements that constitute wholeness, wholeness and not a whole, perhaps a certain state that is, in Deleuzean terms, a multiple, an open structure, not a singular closed one, an assemblage, marked by its fluidity and mutability, where elements can be moved and dropped, but a structured system nevertheless. As an assemblage, a module participates in the possibilities of an infinite openness of a mutable but symmetrical, regular, formulaic system that, in its alterity, also enables a closure of an exhibition or a curated text.
As a system of organization, a module assumes a structural role as a building block.
Modules imply a symmetrical, carefully organized system that relies on the possibility and ease of collating and arranging them as structural elements that in their regularity contribute to a new coherent formation or arrangement. Seen as such, the nature of the module, as opposed to the fragment, is architectural. The distinction between the two manifests itself most explicitly through this architectural analogy. Taking such architectural approach to the modular form of exhibition, the 2011 'Fluxus -Art for everyone!', mentioned earlier in this article, organized the display by employing an 'exhibition architecture', with its Fluxus modules designed by an architecture firm.
Evoking this dynamics in his discussion of Jeff Derksen's modular poetics, Peter Jaeger (2009) points to a similar trajectory. For Jaeger and Derksen, '[t]he recurring, modular structure which organises the poem is not unlike an architectural "space frame"-i.e., a rigid structure constructed from interlocking struts, which is often used in modernist and contemporary architecture to hold up long spans with few supports' (Jaeger 2009: 32) .
Evocative of Derksen's approach, Fitterman's poetic module emerges as a form of poetic architecture, a means of organizing, structuring and supporting a poem, in its potential for reorganization and change, as that which creates rather than fragments a work.
But considered as an architectural building block, always contributing to a new structure, a module is context dependent, a module is always contingent on other modules. The modularity of a unit only manifests itself in an attempt to build, to construct. The modularity of a module only becomes apparent in the context of other modules that form the same system, as a segment included in the architecture of the poem that constructs the work. The modularity of Fitterman's text is only apparent when the images from the Museum collection are erased and the snippets of text are juxtaposed with other matching units belonging to the same architectural, textual modular system, as a result of the Flusserian change, imprinting 'a new intentional form into them' (Flusser 2000: 23) .
Outside of the structure, as an individual textual entity, each appropriated caption, in its independent singularity, only manifests itself as a fragment.
What fragments and modules have in common is their contingency on the possibility of assemblage; they remain fluid, always open to a curatorial project, as Derrida (2008: 128) writes, each 'in a series can come before and after the other'. The act of curating, I
suggest, systematizes the unsystematic incompleteness of the fragment as a process that transforms the fragment into a module. The act of curating imposes a system and structure, critical framework and discourse, inscribing the disparate fragments into a modular form to constrict the ambiguous myriad of their potential arrangements. By analogy, Fitterman's project is an exercise in transformation of the museum fragments into a modular long poem, in an attempt, to return to Fitterman (2011b: 162) , to 're-24 evaluate the categories of our cultural critique'. It is only in the process of their appropriation, as a result of a curatorial gesture, that the disparate fragments of the museum collection are reconstituted as modules. The emergence of the modular form of writing develops as contingent on curatorial thinking.
Conclusion
As Robert Cook (2013) suggested, a curator is always 'between spaces, discourse and modes of thinking and doing'. For Cook, 'a curator is […] always not a curator'. In a similar manner, a conceptual writer is always, and at the same time is not, a writer, always negotiating the discourses, modes and methods of their rearticulation. A curator, and, like a curator, a conceptual writer, or perhaps writer as curator, can be seen as a mediator, or, to borrow from Cook (2013), a conduit; 'being a curator-as-conduit is to be utterly contingent and floating, always between forms and formations. A curator is betweenness incarnate. Therefore, maybe, a curator is someone who is equally not a both because of its focus -its preoccupation with conceptual thinking, the process rather than product, information rather than an aesthetic object -as well as its status in the history of curatorial practice. 'Attitudes' is considered foundational with respect to establishing the figure of the contemporary curator as an independent creator, a transition in attitudes to curating that, as I suggest, informs contemporary experimental poetics as well, translating into inherently curatorial forms of writing such as a modular long poem.
